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the pitch of notes, there is no evidence to prove, as I 
have already mentioned, that any such notation had 
received universal recognition ; and indeed, although 
we have seen the elements of the staff existing even 
before this period, it is a curious fact that we do not 
positively find before the twelfth century that it was 
generally adopted ; and certainly notes — either as 
squares, points, or dots — were not in common use 
before this time. 

We have seen in the early days of notation the 
eight or nine -line staff ; and we have also seen how 
Guido, almost without knowing it, suggested the 
four-line staff by drawing a line under F, with one 
in the middle between red F and yellow C. But it 
is a remarkable fact that in spite of all this, modern 
notation should have settled itself into the five-line 
staff, without any reason being assigned for it, and 
without even the name of its inventor being handed 
down to us. If we examine into the subject our- 
selves, however, we shall find that in the five-line 
staff the eye, having a resting point exactly in the 
centre, can easily see two lines above and two lines 
below ; and that, in fact, we do not, for instance, so 
much recognize B in the Treble staff, because it is 
on the third line, or D because it is on the fourth line, 
as because B is precisely in the centre of the staff, 
and D has one line above it. To prove this, draw a 
sixth line, and these notes will at once appear differ- 
ent to the eye, although it is obvious that they 
occupy the same lines as before, and have merely 
changed with relation to the entire staff. 

The five-line staff being thus established, the 
ladder of sounds above and below this was continued 
by what are called leger, or light lines ; and as these 
could not be extended very far above and below the 
staff, a number of " clef signs " kept them in proper 
order : and thus, in place of one long ladder, we had 
a number of short ones joined together. Then the 
sharps and flats necessary to form modern keys 
instead of being placed before the notes, were put at 
the commencement (between the character which 
denotes the clef and the time-sign), and termed the 
signature. Thus was our notation gradually per- 
fected into its present form ; and if we cannot award 
it the highest praise for philosophical accuracy, we 
can at least commend it for its excessive ingenuity. 

Having thus traced the history of musical notation 
to our own day, and glanced rapidly at the most 
prominent of the various reforms which have been 
instituted in the past, I feel that the subject would 
be incomplete were I not to mention some of those 
which have been proposed for the future. It will be 
at once seen that our notation has not been invented 
to meet our modern requirements ; but that it has 
grown up as the art gradually advanced, and instru- 
ments and voices became capable of executing those 
elaborate passages which in days gone by were, of 
course, utterly unthought of. That any reform in 
musical notation would render all the published 
music useless, must of necessity be accepted as a 
powerful argument against the introduction of any 
alteration whatever in the established system : but I 
cannot help believing that this — like everything else 
— is progressive ; and that in the course of time, 
even the five-line staff — having no basis in the scale 
itself —may give place to another for which a more 
logical reason may arise. If only as curiosities, 
however, these proposed reforms are entitled to 
attention. 

I pass over any propositions for noting music 



with the four-line staff, because, although ingenious, 
they are, I think, not sufficiently practical. The 
three -line staff, however, seems a good principle, not 
only because of the middle line — with one above and 
one below — but because it exactly contains the dia- 
tonic scale. A writer in an old musical periodical 
called the " Harmonicon," who signs himself " H," 
proposed this improvement many years ago. He 
names the first staff -note A — writing the seven notes 
exactly in the staff — and abolishes clefs and leger 
lines, by numbering each octave at the commencement 
of the line, and writing one staff above another. 

Another proposition, called the "Sequential Sys- 
tem of Notation," was published under the name of 
Arthur Wallbridge, and lectured upon at many of 
the Institutions in the metropolis. In this system 
we have a staff of three lines, the notation being, as 
in nature, grouped into sequences. The sounds are 
named one, two, three, &c, up to twelve, commen- 
cing with F. A medium sequence is named ; and the 
others are reckoned above and below this one. I 
will not dwell upon other improvements in this 
system, this slight sketch being sufficient to show 
that it discards all previous notations, and bases the 
writing of music upon the law of nature (at present 
entirely unrecognised) which divides it into sequences. 

Other systems have been proposed — amongst the 
rest, the Reverend Mr. Curwen's " Sol Fa " method 
— an improvement upon one previously suggested by 
Miss Glover, of Norwich ; but this I believe to be 
merely applicable to singing-classes. These several 
propositions, however, sufficiently indicate that there 
must be something radically defective in our present 
notation. Reform moves onward in this,, as in every- 
thing else in our transition age ; and although I have 
brought the history of musical notation down to our 
own time, some future writer, in the next century 
perhaps, may exhibit the five-line staff as a curiosity 
to his readers, as I have exhibited some of those 
now exploded systems of writing to the readers of 
the present article. 

CRYSTAL PALACE. 

The Good Friday sacred concert attracted an enormous audience, 
the principal singers being 1 Madame Rudersdorff, Mr. Sims Reeves, 
Mr. Santley, and Mr. Weiss. On the next day a very excellent 
programme was provided, the principal orchestral works being 
Beethoven's Symphony in C minor, executed in faultless style by 
Mr. Mann's perfectly trained orchestra, Mozart's overture to Cosi 
fan tutte, and Wagner's to Tannhauser, the last two works being per- 
haps as violent a contrast as could well be selected. Spite of the 
torrent of abuse, and the "faint praise'' which, perhaps, is even a 
more effectual method of condemnation, Herr Wagner still lives in 
England; and makes his appearance, like a poor relation, at inter- 
vals too rare to be deemed unduly intrusive. He has a firm friend, 
however, in the conductor of the Crystal Palace concerts, who has 
a right to believe that a sweeping censure on the works of a man 
who has won for himself a German reputation, should not be passed 
by independent critics without at least a patient and dispassionate 
hearing. In addition to the orchestral performances already men- 
tioned, Herr Daunreuther performed two movements of Chopin's 
Pianoforte Concerto in E minor, with much neatness and precision, 
and also Schubert's Impromptu in A flat, and a quaint "Chanson 
negre," by Gotschalk. Madame Parepa sang Beethoven's " Ah 
perfido," and the eternal " Sing, birdie sing," for which, being 
encored, she substituted the equally eternal " II Bacio." throwing 
as much energy and life into these flimsy compositions as if they 
had been veritable works of art. Herr Reichardt has always been 
petted as a pleasing singer of the ultra-sentimental school, of which 
his own song, " Thou art so near and yet so far," is one of the most 
notable specimens ; but if he wilt attempt the tenor part of the trio 
from Fidelia, he should be told that the music of Florestan is 
utterly out of his reach. Mr. Santley always sings " Oh ruddier 
than the cherry " so excellently that there could be no reason for 
stating that it was "by particular desire" on this occasion, since 
every lover of Handel must "desire" to hear so perfect an inter- 
pretation of his music. We are glad to find that Beethoven's Choral 
.Symphony has been repeated during the month ; and that the work 
seems to bo gradually gaining ground in the estimation of the 
Crystal Palace audience. Such a result is the noblest reward for 
the indefatigable exertions of Herr Manns in the cause of good 
music. 



